In Greece, the monophonic chant of the Orthodox church and its neumatic notation have been transmitted as a popular tradition up to the first decades of the 20th century. The transformation of Greek musical tradition to a Western type of urban culture and the introduction of harmony, staff notation and western instruments and performance practices in the country, began in the 19 th century. Italian musicians played a central role in that process. A large number of them lived and worked on the Ionian Islands. Those Italian musicians have left a considerable number of transcriptions and original compositions. Quite a different cultural background existed in Athens. Education was in most cases connected to the church q the institution that during the four centuries of Turkish occupation kept Greeks united and nationally conscious. The neumatic notation was used for all music sung by the people, music of both western and eastern origin. The assimilation of staff notation and harmony was accelerated in the last quarter of the 19th century. At the beginning of the 20 th century in Athens a violent cultural clash was provoked by the reformers of music education, all of them belonging to German culture. The clash ended with the displacement of the Italian and Greek musicians from the Ionian Islands working at the time in Athens, and the defamation of their fundamental work in music education.
A discord of East and West is involved in most Eastern European Orthodox peoples' search for national identity.
Its effects can hardly be more perplexing than they appear in Greek music, where the monophonic chant and its neumatic notation have been handed down (not revived) to this day, parallel with the gradual, unobstructed assimilation of harmony.
Greek music historians, after the turn of the 20th century, when the country was definitely oriented towards the West, adopted the principles and methods of Western music historiography. Involved in a search for national geniuses and masterpieces, they did not give due attention to many fascinating manifestations of the transformation of Greek musical traditions to a Western urban culture. Italians played a central role in that transformation, although remaining undistinguished in Italy. However, their past may be traced thanks to the catalogues and other reference works produced recently by Italian musicologists.
The adventurous Italians coming to Greece confronted the most contradictory and unconventional situations. After all, Christian Greeks lived during long periods under rulers of very different (arguably opposing) cultures.
The most enduring domination was under the Venetians (since the thirteenth century) and the Ottoman Turks (since the fourteenth century), who, but in a few cases succeeded the Venetians (in the seventeenth century). Only some of the Ionian Islands (located in the Ionian Sea, south of the Adriatic) q including Corfù, the largest and most densely populated q were never dominated by the Ottoman Turks. There, the Venetians were succeeded by the French; in 1814 the English assumed their "protection" -as was the term -and in 1864 the Ionian Islands were united with Greece, liberated after the 1821 Revolution.
The Ionian Islands developed a musical tradition that was distinguished through the assimilation of harmony by the people, the incorporation of a western repertory in popular tradition and a most effective public music education. And yet, this was the only Greek area with a sovereign aristocratic class.
The Serene Democracy of Venice allowed the self declared local members of a Corpo di Nobili to adopt for themselves all the privileges they wished, in a treaty of mutual tolerance.
1 The Greek Nobili lived as luxuriously
Members of the Corpo di Nobili were educated at Italian Schools founded for the Venetian settlers in Corfù and the other cities, as well as at Italian Universities especially in Venice and Padua. The Venetians did not permit the foundation of Greek schools on the islands. No Venetians lived in the villages, where there were no schools at all. Consequently, in the cities by the end of the 18th century, the Italian language was both the formal and the every-day language of all Greeks, but the villagers' language and traditions were untouched by Italian influences. Ioannes Capodistrias, a native of Corfù, the first governor of Greece, former minister of foreign affairs of Alexander II of Russia, described in those words the Venetian governing policy in a document submitted to the English Parliament in 1841: "The Venetian government ruled the islands through corruption. The governors belonged in the class of nobles. [...] Giving privileges and earth to the nobles, the Venetian government armed this class with the means to buy the peoples' conscience turning immorality and corruption into a well working system. Dreading the superiority of the Greek spirit [...] Thereafter, Italian visiting groups performed in Autumn and Carnival periods, through the entire 19th century. Procuring a box in the theater was a matter of family prestige for the Greek nobles, and machinations to that end are documented in the city's archives. 5 Among descriptions of opera performances in San Giacomo, the earliest are given by a young Frenchman, André-Grasset Saint Sauveur, living on Corfù and other islands from 1781 to the 6th year of "la republique française" (that ended on 22 September 1798). He speaks of the impressive San Giacomo hall, lit by candles reflected in a large number of mirrors, 6 and of the noisy atmosphere during its performances, much too similar to contemporary descriptions of opera halls and performances in Italy.
7 Sauveur says that the box holders played cards, The Venetian opera tradition, present at the earliest performances in Corfù, 9 was fast succeeded by Neapolitan, 10 Naples becoming the cultural invader of the islands, especially during the 19th century.
The Greek Cavaliere Nicolaos Manzaros (1795q1872), whose teaching shaped entire generations of Greek musicians, took his first music lessons from Stefano Moretti, maestro al cembalo of a Neapolitan group that performed in San Giacomo in 1790, 11 and from Stefano Pogiaco, who appeared as composer of a danse intermezzo performed in San Giacomo in the following year, 12 and whose ballo eroico L'arrivo d'Ulisse alla isola de'Feaci produced in 1819 is mentioned in certain Greek sources as the first Greek work performed in San Giacomo, 13 Pogiaco having been, by then, naturalized as a Greek.
Nicolaos Manzaros was an enlightened aristocrat who devoted his talents and energy to building a popular music education in Corfù. With a few other members of the Corpo di Nobili he founded in 1840 Corfù's Philharmonic Society, where the majority of the pupils and members of its wind band were boys from the lowest classes, some completely illiterate and of the utmost poverty.
14 The educational program of the Philharmonic tion of San Carlo in Naples, in Music, Men and Manners in France and Italy 1770, London, Eulenburg, 1969, p.192. 8 "La plus grande liberté regnoit dans le théâtre; on y jouoit, on y mangeoit. Tantôt une partie des loges ressembloit à autant de cabinets de restaurateur ; tantôt à des cabinets de jeux ; on juge qu'on ne pouvoit jouir du spectacle ; aussi personne ne s'en occupoit guère qu' au moment où, dans une pièce, un morceau de musique avoit fait le plus d'impression." SAUVEUR, ibid., pp. 208q209. 9 Works by Baltassare Galuppi but mainly works on Goldoni's libretti. 10 Athens, 1958, p. 187. 14 A press announcement inviting boys to join the society, stating that they would be instructed reading and writing if needed at the Philharmonic Society, is quoted in Motsenigos, 151. The band's first public performance on 11 August 1841 was given from behind the philharmonic's windows, because some of the boys were in rags and barefoot, and the ensemble's uniforms were not ready in time. See: Laurentios VROKINES, "Ai Litaneiai tou Hagiou Spyridonos," ["The Litanies of Saint Spyridon"], in ibid., 301.
Society's Music School 15 was conceived by Manzaros on the model of Neapolitan conservatorios, having himself perfected his musical training at the Conservatorio San Pietro a Majella of Naples.
Imbued with national feeling, he was wholly committed to his homeland's music education. He taught talented youngsters free of charge, and, aside from a number of erudite contrapuntal and dramatic works, he composed music for the people, in the popular traditional forms of both church and secular music, among which A recchia, is the most common.
16 A considerable number of his songs he wrote in collaboration with the poet Dionysios Solomos, one of the greatest Greek poets and one of the first to use in poetry the people's language. 17 The Neapolitan conservatorios' semi-practical methods, contemptuously referred to by Fetis, 18 as well as the repertory performed in Italy's South (where symphonic and chamber music were excluded) suited Manzaros' aims. He adopted them, conscious of what they represented in relation to Western music, 19 considering them ideal for a widely spread music education in Corfù, where improvised harmony was -and still is -a popular tradition, both in secular and church music, and where social conditions called for an open air musical life, if the people were to participate. 15 Music was taught previously at the Ionian Academy, the first Greek university, founded in 1823. Because of its founder count Fr. Guilfford's cultural policy, only church music was taught at the Ionian Academy, by Ioannes Areistides, a chanter from Hepeiros who studied music in Naples. His lessons degraded very soon, because "the problem was that they did not permit any one with a good voice and talent to attend this lesson, but they obliged all the church chanters to take it. [ Music education consisted in the study of church music and the neumatic (Byzantine) notation, which under the influence of the Enlightenment, was, in 1814, simplified and transformed into an easily apprehended system, known as the "New Method" 31 . The neumatic notation was used for all music sung by the people, a large part of which consisted of church melodies, adapted to secular texts or not, sung at dinners, at work, as well as in the church. 32 The rest were Greek folksongs and urban popular songs of Greek, Turkish, Armenian, Bulgarian, Rumanian, Serbian, Albanian, Russian, or Western origin.
What can be seen in Example 1 is not a rarity. It comes from an anthology of music, published in two volumes in Constantinople in 1872 and 1873, containing close to 200 songs on melodies of every possible origin. Our example is the scene for two sopranos "Mira, o Norma", in the second act of Bellini's Norma. Example 2 contains a transcription of example 1, written kindly for this paper by Marcos Dragoumis. The divergences from Bellini's original music imply that the melody was written down by ear.
In the last third of the 19th century Greek refugees who had become rich in Russia and the West, settled in Athens. 33 People of a western culture, they had both the money and the political connections to contribute to the westernization of the city. They founded a large number of institutions for the education and performance of western music, inviting many Greek and Italian musicians from the Ionian Islands as their staff.
But Ignazzio and Raffaele Parisini -father and son -were pioneers. Ignazzio 34 arrived in Athens in 1838, after serving as orchestra director in tantinople in keeping Greek national consciousness alive from the fall of Constantinople (1453) until the outbreak of the War of Independence (1821). 30 In eras under the influence of Constantinople, the church was up to the end of the nineteenth century as paramount as it had been in the Middle Ages in Western Europe. 31 On the influence of the Enlightenment on the 1814 Reform of music notation, see Katy ROMANOU, "He Metarhythmise tou 1814" ["The 1814 Reform"] Musicologia, (1, 1985) , pp. 7q22. 32 On the subject of the secular functioning of church music -up to the twentieth century -in the Greek areas under the influence of Constantinople, Bologna's Teatro della Comune, Florence's Teatro in via della Pergola and as music director at l'Opera Italien of Paris. Athens at that time, a four year old capital, was a village around the Acropolis. 35 Parisini must have felt like introducing Bellini to the Goliards. It is no wonder that nothing is heard of him after his arrival.
His son Raffaele arrived a little later, in 1845, but the capital had undergone a period of rapid growth and Raffaele's activities were effective and regarded as a milestone of the progress of musical life in that city and, consequently, in Greece.
36
His name appears from 1841, in the programmes of Corfù's San Giacommo.
37 He served as first violin and director of the San Giacommo orchestra until 1844. He had taken his first music lessons in Bologna with his father, but then became a student of Manzaros in Corfù. In Athens, he aimed at a music culture similar to that of the Ionian Islands.
He began giving private lessons, and was soon able to form the first ever polyphonic chorus of Athens, numbering 40 members. A little later he formed a small orchestra which participated in the performances of Italian visiting opera groups. Both those ensembles were incorporated in 1871 into the Philharmonic Society Euterpe, founded that year by Athenians of a then in the Imp. e R. Athens, Typos, 1919, pp. 76q77, 211q212. 37 In the collection of libretti donated by Nakes Pierres to the "Anagnostike Etaireia" ["Reading Society"] of Corfù.
Western culture. He also managed to introduce music as an obligatory course at the Athens National Technical University and taught the violoncello and the double bass at the Conservatory of Athens, also founded in 1871.
For his students, he wrote in Greek a small treatise on music theory entitled Grammar of Music, which is the first to be written in the Greek language.
But what made Parisini a legendary figure to his contemporary Athenians, were his compositions, and above all his melodrama Arcadi, certainly the most popular piece during the 1870s in Athens, producing great excitement each time it was performed. Reports describe the emotion of the audience, its absolute silence during the performance (which was most unusual) and the tumultuous applause at the end. The work relates the heroic holocaust of the monastery Arcadi, during an unsuccessful revolution in 1866 in Crete, when close to a thousand fighters were killed in an attempt to liberate the island from the Turks, as well as the adventurous voyages of the ship "Arcadi" that transported volunteer fighters and ammunition to the island 38 .
The piece was written for one male soloist and chorus, with an instrumental ensemble. Most stirring was the last movement, the fifth, where a sublime responsorial prayer of a solo trombone and the chorus is suddenly interrupted by a percussive machine gun followed by a flood of wild sounds as the enemy enters the monastery. At that moment, the brave Father superior sets fire to the gunpowder and blows up the monastery with a tremendous explosion of sound. Also moving and patriotically inspiring was the second movement, entitled "March of the volunteers. Italy and Greece are two sisters." The title refers to Italian volunteers fighting for the liberation of Crete, but also compares Italy's unification, recently achieved, with that of Greece, for which the Cretans were struggling at the time.
In a sense, Parisini also compares the two sisters' enemies, the Austrians and the Turks. Indeed, this parallelism seemed quite natural to the Greeks of the Ionian Islands, who were never under Ottoman rule, who provided shelter to over 150 Italian fighters during the 19th century, 39 and who had always rejected German speaking people and their culture. 38 The holocaust of the monastery Arcadi in Crete, where close to one thousand men women and children were killed in November of 1866, was an event that stirred the Greeks, who volunteered in the fight for the liberation of the island. Crete was liberated in 1897. When Parisini's work was performed the island was still under the Turks. The events related in Parisini's work are all true but in inverted order, since the ship "Arcadi" that transported to the island volunteers and ammunition from Greece, was bought in 1867 and named "Arcadi", to honor the monastery's holocaust. The ship realized 22 voyages in 1867, and was also heroically defended when caught by the Turks the same year. 39 About 150 Italians found refuge in Corfù alone. Among them were Manin, Pepe, Tommaseo and Rigaldi, Zabeccari, Mariani, Nardi and others.
Dimitris Andronis, who became the director of Corfù's Philharmonic Society in 1890 and dared to bring changes to the island's musical life, introducing a more serious and more German repertory, had a very bad ending. He was forced to leave his post in the same year and was seen thereafter sitting for hours on a bench all by himself, speaking to no one, looking far out to sea, in a deep melancholy.
But in Athens things were quite different: in around 1900 a number of reformers of music education appeared, all of German culture, and Wagnerians. Raffaele Parisini had died (1875) 
